Introduction
We live in a world defined by geometric progression. Wherever we turn, we engage with geometrical forms, on both a small and large scale. Furthermore, in our culture, geometry is often revealed through science, which has helped to uncover the mysteries of the universe. The physical evidence of geometry projects itself in architecture. These architectural forms that utilize the truss system are so commonplace that they have become virtually invisible to us.
My thesis started with the thought of creating a dialogue between interior and exterior experience, by using the geometric elements that surround us every day. Drawing inspiration from a wide range of sources -the Greek philosopher Protagoras who has stated in the 6 th century, BC; "Man is the measure of all things that he is and that he is not.", the artists of the Russian Avant-garde, who posed a threat to tradition by breaking the classical rules of composition, to Stephen Hawking's great documents "The Cambridge Lectures", where "space doesn't have any boundary", I sought to explore these basic elements of contemporary architectural construction, by projecting geometric structures that expand in different motion, and at the same time, to explore the hierarchical relationship between forms that creates a balance in motion. Moreover, my work is grounded on the basic tension between stasis and motion, the linear (two-dimensional surface) and the spatial (three-dimensional).
Throughout my graduate studies, I have struggled to define my thesis body of work. Coming from a cultural background where the artwork has stayed a constant throughout the centuries, and where significance is given to the continuation of the art of the past, I ventured on a journey 4 of sculpting geometric linear boundaries that are inspired and reflect a balance in human orientation and space. It has seemed to me for some time that my childhood in Eastern Europe has helped to shape my character during graduate school and it has been reflected in my work.
When I was a child, among other things, I was introduced to the Bulgarian flag and its color symbolism (white stands for freedom, green for nature, and red for the blood of the heroes). The first white-green-red striped flag was made by S. Paraskevov and presented to Russian-Bulgarian troops (during the war against Turkey) in the Romanian town of Braila in 1877. Furthermore, the flag was first adopted after the Russo-Turkish War (1877-1878), where Bulgaria gained independence. Those colors and thoughts are echoed in my art and life. I grew up in a country rich in history and tradition ( fig. 1 ). Art, poetry, and music have been integral to different stages in Bulgarian history.
1 From an early age, I developed a strong affection for geometrical shapes that were part of my culture and also exemplified by the orthography of my native language. Art was introduced to me through the fully developed style of painted pottery that emerged in the late 5 th millennium B.C. from earlier traditions based on repetitive geometrical motifs executed as incisions filled with white paste ( fig. 2 ). During the Old Iron Age, geometrical art continued to exist on Bulgarian land, and the main objects that were produced were cult axes, amulets, and bronze ornaments on horse trappings ( fig. 3 
Influences and Inspirations
Geometric purity, because of its formal composition, and the fact that buildings are constructed by taking simple geometric forms, such as cubes, spheres, cones, and so on, and combining them into ensembles, has stimulated my artwork all along. I have always been fascinated by the formal similarities of our architectures to each other, and to the Russian movement on the other side.
The same phenomenon as in architecture has occurred in painting and sculpture. The intersecting 6), and other such artists who were well aware of Russian Constructivism come to mind.
After I became aware of the formal relevance of movements in art and architecture, I
researched the movement that was familiar to where I grew up. It was the Russian avant-garde with its dynamic, modern form, the art with "its luxuriance, its large comprehension" -or in other words, "formal culture with its infinity of aspects". 3 Pure forms were now used to produce "impure", geometric compositions (figs. 7-9). Impurity, or deviation, from the structural order is regarded as opposing or rather, threatening, the former values of harmony, unity and stability.
The quality of harmony, unity and stability arise from the geometry of purity, and formal composition. artists had, in his humble opinion, a loftier vision than others, and the purest means of communicating it, composed in such a way to produce ecstasy in the mass audience. As for nonobjective art, he disagreed with Malevich, and said that once the natural bonds are severed, the resulting, so-called art is merely decorative, like a rug or necktie. In addition, his ultimate objective was the elaboration of a science of art (nauka na iskusstvoto).
He defines the "fundamental elements" (osnovny elementy) as "those elements without which the given art form would be unthinkable," and furthermore, Kandinsky's primary interest was in following the particular effects that the fundamental elements of each art have upon viewers.
Kandinsky talks about inner necessity as the principle of the art and the foundation of the forms and colors' harmony. 6 Moreover, he defines it as the principle of the efficient contact of the form with the human soul. In addition, Kandinsky analyzed, in his writings, the geometrical elements which compose every painting, namely the point and the line, as well as the physical support and the material surface on which the artist draws or paints and which he called the basic plane. He didn't analyze them on an objective, exterior point of view, but on the point of view of their inner effect on the living subjectivity of the observer who looks at them and lets them act on his sensibility. Kandinsky was aspired to develop a vocabulary that would point toward universals.
He saw art as a medium of the mystical and, to him, "Colour is the keyboard, the eyes are the hammers, the soul is the piano with many strings. The artist is the hand which plays, touching one key or another, to cause vibrations in the soul". himself as a prophetic figure, whose mission was to translate the most profound human emotions into universally comprehensible symbols and visual sensations. He saw music as the most transcendent form of non-objective art, and strove to produce similarly object-free, spiritually rich paintings.
Studying the Russian Constructivism helped me to bring my thoughts together and explore them in an exciting and original manner. Based on the three elements of space, time and distance of constructivist aesthetics I was able to place simplifying shapes fusing into each other, and to create a balanced experience. In addition, I began to treat the space in my work as geometry with extended characteristics. Advancing space itself as "concrete" material, I began orchestrating this material without filling it; declaring volume with recourse to neither mass nor weight; and dissolving the customary distinction between the exterior and interior of form.
About the same time of my graduate studies I was exposed to a great document, in which I found some similarities with Kandinsky's psychology. It was an essay by the French artist Henri
Matisse -"Notes of a Painter" (1908) , where the harmony and balance in his work are determined by the color and the lines. His goal was an art of expression, composition and color.
Combining all of these elements together, his paintings became self-explanatory to the viewer.
Looking at Matisse's philosophy I realized that I needed to challenge myself through trial and error, to discover and test the physical properties and characteristics of materials, and more specifically, their strengths and limitations.
Mathematicians and scientists throughout history have discovered shapes, forms, and relationships, some of which can be expressed visually. Furthermore, comparing the visual ideas of artists and mathematicians has allowed one point of view to encounter another. Indeed, one of the objectives of my inquiry has become more and more the need to help the viewer discover the geometric dimension of the world around us. This experience requires a certain appreciation of spatial relations and geometrical intuition. However, that it hopefully will inspire one to an appreciation of the higher geometric dimensions.
It is fascinating that the regularities and connections once discovered by mathematics retain their validity. More fascinating still is the fact of how they have impacted us. Furthermore, the Indeed, the circle as being connected to the sky and cosmos was a symbol of Dionysus. The square symbolizes the natural way in which humans relate to the physical world. This is why there are four directions, four seasons, and four elements. It is why the room I am sitting in has four sides while I write my thesis paper and read it on my square screen. The square was a symbol of the human aspect. However, the content and the form have to be harmonized so that they become one. It is important to encourage both -the appearance and meaning. Then this piece will be completed. Looking at Leonardo's "Vitruvian Man" I have become more and more intrigued by the symbolic meaning of geometric shapes, and moreover, I began to use the symbols in my work as information, recorded on them. I hoped to be able to transform some of relationship between mass and space, but also to reveal negative space as shaped boundaries.
When I was making this sculpture I was thinking of the mapping that refers to the planet Earth.
The circular format of the flattened-out earth's hemisphere was used by me in the first stage of development of this piece. However, following only my own rules for measuring distance and scale, I divided the two-dimensional circle into two symmetrical sections, bending the shape in the middle under a 90-degree angle, and shaping it into three-dimensional format. Moreover, I
continued playing with this shape and came to the solution of dividing one of the symmetrical halves in half, bending it 90-degrees, only opposite the direction of the former. In the end I was satisfied with the final outcome by creating a mode, which contained a simple breaking of the circle ( fig. 24 ). This cleavage of a pure shape gained all its force by challenging the very values of harmony, unity, and stability, and proposed instead a different view of structure. However, I
wanted to play with the scale of the different components, but still allow the viewer to identify the origin of the design. Indeed, I decided to combine repetitively the mode I created above into a piece that reproduces the circular shape all over again. I frequently relied on mathematical proportions, in order to calculate the right size of the latter modes, so they can fit within the orbits of the former. Repetitiveness was used once again to construct the piece as a whole, not the basic mode of a distorted circle to become the meaning of the work. The more carefully I look, the more unclear it becomes where the perfect form ends and its imperfection begins.
Once all the elements of the "Sphere" had been assembled from ½" thick steel plate, I focused on perception. The human mind often finds it easier to handle one thing at a time. This holds true for the artist who conceives a sculpture or painting, as well as the critic or theorist who describes it. Furthermore, in this sculpture the use of negative space between the modes is so limited that it helps the viewer to perceive the sculpture as a solid. Having shape on its own, negative space contributes to the total pattern of this work of art.
After creating the "Sphere", I switched back to a more familiar area, and worked in a more intimate jewelry scale ( fig. 25 ). As my work progressed, the connections between the pieces and how the geometric shapes physically joined together became more important. Thinking of large scale constructions and how the different pieces are all joined together left me with many possibilities to consider. "Time and Space", however, came into existence by chance. A specially hollow fabricated steel partial circle had originally been intended for a much larger work that had proved unsatisfactory. I started working with scaled-down circular steel piecescutting, joining, and soldering them into sculptural jewelry forms that had, at the end, little to do with the original intent they were designed to be used for. Recognizing the role of chance, I also realized could be a benefit to my work. Moreover, taking that risk can just develop an expression inspired by my actions at that time. Indeed, I proceeded with the remaining half of the circle which is held in reserve for the extension made from 14k yellow gold. Retaining strong contrasts between each other, the extended surface of the circle with its bright color reminds me of the reflection of the sun off surfaces in the early morning, and the main steel shape holds memories of the afternoons, as the sunlight softens, and the surface of the land becomes rust covered ( fig.   26 ). As in my other work, the materials composing "Time and Space" consist of stainless steel, sterling silver, 14k yellow gold, patina, diamonds and they aim to provide meaning. In the early 80's I was fascinated by the idea of the feeling of the land around us. I was told stories how in prehistoric times when Bulgarian hunters traveled, they ran across the land by following the shadows of the clouds. The colors changed constantly. Between seven and eight o'clock in the morning the shadows are heavy and purple, the reflection of the sun off surfaces bright, giving a high contrast to form. At midday the land is flattened by the haze of heat and sun. In the afternoon, as the sunlight softens, the whole land becomes rust covered. Once you are used to the differences in light it is possible to tell the time by the color of the land at a given moment. With the help of different color metals and their endless surface opportunities, I was able to mirror these thoughts into my piece and create a circle holding strong contrasts, that suggested an acute sense of temporality; a chronometric experience of movement and time, that pervades one's experience not in a specific place, but elevating and sharpening the viewer's perception through locomotion. Furthermore, reflecting the point of origin, I joined these two materials together in an inner/outer dialectic and the use of stones helped me define the gravity of our environment.
Communicating the ideas about nature, land, history, time and human relationships, I engaged the physicality of the body in this piece, by making its function wearable.
In our system the vertical direction defines the horizontal plane as the only one for which the vertical serves as an axis of symmetry. It is the one plane on which one can move freely in any direction without the sensation of climbing or descending. Therefore, no direction along the ground plane is spatially distinguished. Christian Norberg-Schulz has written that "the horizontal directions represent man's concrete world of action. In a certain sense, all horizontal directions are equal and form a plane of infinite extension. The simplest model of man's existential space is, therefore, a horizontal plane pierced by a vertical axis." 11 Frank Lloyd Wright pointed to motorized transportation as having opened to Americans the unlimited freedom of the horizontal plane. 12 It follows from the asymmetry of space that being is experienced essentially as verticality due to our upright stance. Furthermore, to come into existence means to detach oneself from the earth, be it by the organic growth of plants or the upward thrust of mountains, or by their human equivalent, building. In daily visual experience, a thing or creature shows up by rising above the ground, and a vertical axis is a particularly characteristic and aspect of its shape. incorporated maps into my sculpture, and the steel rods actualize perspective schemata in threedimensional terms ( fig. 35 ). Furthermore, I was able not only to draw into space like sketching on a paper; in fact I was shaping the space itself. 
Conclusion

